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Ç)v Trançois-T'fiomas Qermain 

andtfie corresyondence of Jean-'Bavtiste Oudrv 

witfi tke Court of 'Mec£fen6ura-Scfiwerin 

The discovcry of a magnificcnt work of art, unseen for many générations, is fascinatiiig in 
itself. The silver œntrepiece by François-Thomas Germain (1726 - 1793), who vvith his 
father were the foremost 18th century silversmiths of Paris, is signed by him vvith his 
name foliowed by his officiai title Sculpteur Orfèvre du Roy. In fact, we liave before us a 
complex group of silver sculptures consisting of naturalistically rendered animais and 
vegetabies vvhich capture the eye of the onlooker ïind fascinate by the rich varicty of 
détails such as the finely cast and chased fur of the rabbit, the plumage of the snipe, an 
upturned mushroom and a voluptiously large truffle. 

The centrepiece was kept hidden in the vaults by the descendants of Duke Christian 
Ludwig II of Mecklenburg (1683 - 1756) for nearly 250 years. In the course of history the 
family silver had to be moved several times from one résidence to another, especially dur- 
ing and after vvar periods. It also comprised a large variety of later items, mostly of his- 
toricist baroque style such as elaborate candlesticks or overladen soup turecns of the late 
19th century. An inventory dating from around 1900 mentions the Càermain centrepiece 
with only a few words as one of the last items in a long list. Due to the changes of fash- 
ion thjs pièce was kept aside, almost forgotten, whilst other larger, more flashier pièces 
were sold or dispersed during inheritance divisions. 

In addition to the outstanding artistic and teclmical qualities of work by François-Thomas 
Germain, this centrepiece is unusually well documented. Detailed papers and letters 
bring the whole process of its commission! ng, the choice of design, construction, costs, 
packing and transport back to life. Even a rare document relating to an advance pay- 
ment, signed by Germain himself, was found. The order for La Machine d'Argent was 
overseen by one of the most famous painters of the time, the animal portraitist Jean- 
Baptiste Oudry (1686 -1755). His original letters to the Duke of Mecklenburg are still kept 
in the State Archives in Schwerin, the capital of the north-eastern German fédéral state of 
Mecklenburg-Vorpommem (1). 

The correspondence with Oudry not only shows how artistic commissions were exectued 
in Paris, but also is proof of the intense interest in French art by even a smallcr ducal 
c<)urt in Germany. In fact, most courts in Europe were emulating the example set by the 
King of France in Versailles and French artists were universally considered the best. In 
1733 a long correspondence between the ducal court and Oudry began, which was to last 
until the painter's death in 1755. The first letters were exchanged vvhen the Duke bought 
four paintings from the artist (2). 

It seems, however, that the close relationship of Oudry to the ducal court was established 
more personally through the Duke's son, the hereditary Prince Friedrich (1717-1785) who 
Crcrwn Prince Friedrich of later succeeded his father in 1756. As the young Prince went to study at the Academy of 

Mecklenhurg-Sdiivcriii, Angers in 1737, he visited Oudry in Paris along the way. Later, before his return to 

Jean-Baptiste Oudry, 1739. Schwerin, he spent a whole year in Paris, staying there from May 1738 to May 1739. 

(Schvvevin, Staatlichcs Muséum) During this period Oudry painted his portrait, which is still kept at the Muséum in 
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Schwerin. The Prince returned to Paris for a third time in the summer of 1750. He took 
his wife, Princess Luise Friederike, and his sister, Princess Ulrica Sophia, with whom he 
was staying in Aachen, for a short visit to Paris arriving there on 27 July 1750. 

In letters written by the Prince and his sister to their father various visits to Oudry's stu- 
dio are mentioned, and they also include remarks about the artist's paintings which they 
suggested their father shovild acquire. Similarly the correspondence of Oudry with both 
the Duke and the Prince, addressed to their secretaries. Monsieur Hafft and J. Caspar 
(from 1751), give a detailed account of which paintings were ordered, bought and deUv- 
ered to the Ducal court. 



Oudry excelled in paintings of hunting, animais and still life subjects for which he chose 
game and beasts with unusual features. He was appointed 'Peintre ordinaire des chasses du 
roy' by Louis XV for whom he painted the royal hounds. From 1726, he made designs for 
the Beauvais tapestry factory and became its manager in 1734. His paintings were sought 
after ail over Europe and large collections were formed not only by the Duke of 
Mecklenburg, but also by the King of Sweden. Oudry's correspondence with the Ducal 
court is, however, not only related to commissions of his paintings and their deliveries, 
but also he appears to hâve been an agent for other artistic commissions. Thèse included 
paintings and sculptures by artists such as Jean-Baptiste Massé (1687-1767), Nicolas- 
François Gillet (1709-1791) and Pierre-Philippe Mignot (1715-1770). 

The excellent relations which Oudry managed to keep with the court of Schwerin by cor- 
respondence for over twenty years also involved purchases of books, prints and items of 
rather practical use such as silk stockings, needles, une table à la Pompadour, une batterie de 
cuisine de fer blanc and even une chaise percée de commodité (3). The commissions pour les 
dames he carried out with the help of a certain Madame Guérard (Appendix, 9). 

Among the commissions from other artists for which Oudry's help was required is that 
from the famous silversmith François-Thomas Germain (1726-1791). After the death of his 
father, Thomas Germain (1673-1748), he took over his workshop together with his father's 
designs and casting models which he later also used for his own production. Although 
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this was no secret among the Paris artists, Oudry tells the Prince in his letter that entre nous 
the models of animais, plants and vegetables were by Germain père (Appendix, 1). 
François-Thomas became master in 1749, also receiving the appointment of orfèvre du roxj 
with lodgings at the Galeries du Louvre. His workshop in the nearby rue des Orties was 
situated in the area flanked by the southem, left wing of the palais du Louvre. Germain's 
réputation as one of the best silversmiths and sculptors soon spread ail over Europe. He 
not only worked for the French court, the Dauphin and other members of the Royal 
Family but also for the King of Portugal, Empress Elisabeth Petrovna of Russia (1756-59), 
the King of Poland (1766) and even for the Nabob of Golkonda (1752). François-Thomas 
Germain expanded the workshop of his father, employed a number of workmasters, and 
in 1764 up to eighty craftsmen including mouleurs, ciseleurs, graveurs, planeurs, grainiers, 
perceurs as weU as a doreur. This was strongly criticised at the time, and together with the 
fact that he Uved on a very lavish scale, caused his bankruptcy in 1764. Although he tried 
to establish several other businesses, including one in England, he never recovered (4). 

Oudry's correspondence together with other papers in the Ducal archives give a fairly 
clear picture of the way the commission by Germain was carried out. This picture, howev- 
er, has to be pieced together like a mosaic by the information provided. The handwriting 
of Oudry is extremely difficult to read and sometimes needs careful comparisons for its 
decoding. It seems that Oudry's letters matnly give a phonetic image of the French lan- 
guage used at the time. Even proper names such as Gillet appear as Juillet in his writing. 
Whether this is due to artistic licence or stmply the lack of éducation is of no great impor- 
tance as ail letters were apparently well received and understood by the Ducal court in 
Gennany. In contrast to this, the few notes by Germain give a différent impression: they 
show in their chosen language, with clear handwriting and perfect spelling, the élégance of 
a well-trained international businessman which became his trademark around 1750. 

From two documents (Appendix, 1, 2), it appears that Prince Friedrich visited the work- 
shop of Germain during his short stay in Paris in summer 1750. In a letter, Oudry refers 
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Léopard en Colère, Jean-Baptiste Oudry, dated 1741. (Schwerin, Staatliches Muséum) 



to tureens in silver and models in plaster which His Serene Highness had seen. Similarly, 
the note or estimate by Germain for thèse tureens mentions what His Excellency had seen. 
Both thèse documents are dated 15 December 1751, more than one year after the visit of 
the Prince. It can only be assumed that the Prince, once he was back in Schwerin, had 
further thoughts about commissiontng some silver items and discussed this with his 
father, the Duke. In his letters of 29 November and 2 December 1751 which were men- 
tioned by Oudry but are unfortunately lost today, he probably asked for more détails and 
estimated costs for silver commissions. Once Oudry had received thèse letters he went to 
visit Germain and his workshop the following day (Appendix, 1). The costs of the 
tureens, which were suggested and described by Germain in his Mémoire, were 15,720 and 
18,850 Livres for each pair (Appendix, 2) (5). 

More than a year later, Oudry wrote in his letter of 5 February 1753 that he was still 
unable to give a reply about "the silver tureen' (Appendix, 3). Most probably the Duke 
then planned to acquire just one tureen and had asked Oudry to negotiate this with 
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Inventory oftbe Grand Ducal Silver Chamber, circa 1900. Number 8 under "Silver: Centerpieces" is Germain's machine, described as 
"one low, small centerpiece, group on stand, depicting vegetables with a rabbit (French hunt centerpiece)" (Mecklenburg archives) 



Germain. However, the use of tureens and pots à oille traditionally implied that at least a 
pair was displayed as a set on the table. Thèse pièces maîtresses du service à la française 
appeared always in pairs on invoices or mémoires by Germain (6). 

Another year foUowed, and the Duke finally ordered some silver from Germain in early 
1754. Thèse were, however, not the tureens and not even just one of them but a complete- 
ly différent item, a silver centrepiece of much less weight in silver and therefore smaller 
size compared to tureens. For this, a surtout d'argent, 600 Livres were paid as an advance 
on 7 March 1754 (Appendix, 4, 14). The costs for the centrepiece were in the end just 
about 2,000 Livres, considerably less than originally accounted, or hoped for, by Germain 
for commissiontng the tureens. 

A reason for this may be found in the cautious économie thinking for which the Duke was 
known. Another example for this is the portrait of the Prince which the Duke originally 
hoped would be painted by Hyacithe Rigaud (1659-1743). The priées this celebrated 
portraitist asked were, however, so high that the Duke finaUy revised his wish and agreed 
to hâve the Prince painted by Oudry. 

Before going into further détails about costs, payments, transport and other items referred 
to in Oudry's letters, it has to be said that neither Oudry nor Germain give a description 
of what the commissioned silver object looked like. It was apparently obvious to ail par- 
ties involved that what was ordered was a surtout de table or centrepiece. Furthermore, 
Oudry's name for this centrepiece is in nearly aU his letters - La machine d'argent 
(Appendix, 8, 9, 10, 11, 12). 

It seems difficult for today's understanding of contemporary French to make sensé of 
the word machine. Could it be assumed that by caUing a centrepiece machine a heavy, 
technically complicated and perhaps also mechanical silver item was meant? A short 
look into the etymology of the word machine and its use during the 18th century 
suggests, however, a différent meaning. 



"LA MACHINE D'ARGENT" 



As in machiner un plan, the word was originaUy used in the abstract sensé of an intellectual 
work {opération d'esprit). In that sensé it would designate an ingénions invention (7). 
Alexandre-François Desportes (1661-1743), the painter of hunting scènes and contemporary of 
Oudry, was reported famous for his grandes machines de chasse (8). In the 18th century, the 
Word gave the association of an artisticaUy astonishing design, apparently more often used for 
paintings and décorations than for silver However, records of the late 17th century already 
used the word machine for silver centrepieces. The Mercure Galant reports: Il y avait une 
grande machine de vermeil doré de nouvelle invention appelée surtout de table (March 1692) or again 
Ces espèces de ttiachines de nouvelle invention as centrepieces (April 1698) (9). Le Cuisinier Royal et 
Bourgeois, a book by Massialot pubUshed in 1716, Ulustiates a centiepiece with the caption 
Machine, autrement dit Surtout (10). The word machine had apparently by then also the mean- 
ing of a surtout or centiepiece in which sensé it was simply used by Oudry in his letters. 

It was only during the developments of industiialisation during the 19th century that the 
word machine became exclusively used for a mechanical item of technical production. 

However, by calling the silver centrepiece a machine d'argent Oudry does still not give a 
due for what the pièce looked like in reality. Only by exploring later inventories of the 
court silver do we find a short description. The "Inventory of the Grand Ducal Silver 
Chamber" dating from about 1900 includes under number 8; One small centrepiece, lozv, 
group on plinth, depicting vegetables and a hare (French hunting centrepiece) (11). Looking 
through the oeuvre of Thomas and François-Thomas Germain, which stiU survives, we 
find two items with a sculpture of a shot rabbit: one is on the cover of the tureen of the 
Penthièvre-Orléans service (Détroit Muséum) made by Thomas Germain in 1733-34, the 
other on the centrepiece in the shape of a round cover from the service made for King 
Joseph 1 of Portugal by François-Thomas Germain in 1757-58, probably using the same 
casting model (Musée du Louvre, Paris) (12). 

The order for the centrepiece was given in early March 1754 and an advance of 600 Livres 

was paid (Appendix, 3). It took nearly seven months from this time to complète the 

pièce, apparently much longer than expected by Oudry. On 28 April, he reports to the 

Prince that Germain "is after the 

machine d'argent" (Appendix, 6) and 

that it would be ready by the end of 

June (Appendix, 7). However, in 

July he is stiU kept waiting and he 

writes that he "is in despair about 

the length of time the work by 

Germain takes" (Appendix, 8). 

Finally, on 29 September, he is able 

to report that the machine d'argent is 

completed (Appendix, 10). 

According to the note of costs given 
by Oudry in his letter dated 29 
September 1754 (Appendix, 10) the 
machine d'argent had a weight of 22 
marcs, 3 onces, 1 gros which is the 
équivalent of 5,235.3982 grams (13) 
or 168 oz. 7 dwt. Considering the 

Détail of La Machine d'Argent 
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weight of this centrepiece, which was only about a quarter of that of a tureen suggested 
earlier by Germain, this surtout would not appear to be as elaborate as the grandes pièces 
d'apparat sometimes produced by this silversmith (14). 

The same note gives a detaUed listing of ail costs involved totalling 1,907-5 Livres. The 
silver alone appears with the price of 1.123 Livres, the contrôle or hall-marking for export 
at 28-15 Livres, the work at a cost of 700 Livres. Oudry himself thought it right to hâve a 
box made for 36 Livres as was usual for 'beautiful silver pièces' which he had found so 
'precious' (Appendix, 10, 11). The whole pièce in its box had to be packed, covered in 
lead, at the price of 19-10 Livres for the transport. 

It is perhaps of interest to compare the price of the centrepiece at 1.907-5 Livres with other 
items dating from the same period. This invites compaiison with the priées Oudry asked for 
his paintings. According to size and subject, his paintings ranged from 120 to 800 Livres. 
The price for the painting of a Tigre masle en colère, in fact a ferocious maie léopard, one of 
Oudry's masterpieces stUl kept at the Muséum of Schwerin, was 350 Livres (15). This 
explains perhaps that the sUver commission was a larger item of expenditure for the Court. 



Apparently the Duke wanted to spend only about 1.500 Livres, of which 700 Livres were 
set aside for the artist's work alone as agreed by Germain with Oudry. The latter goes 
laboriously into détails why the pièce became so expensive, a fact about which he said he 
was truly surprised and even mortified. "It became a lot heavier during the casting 
which even M. Germain could not hâve foreseen as it was impossible to be exact" 
(Appendix, 10). Technically, the quantity of the silver could not hâve been reduced 
during the process of the casting. 
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It has to be remembered, however, that Germain was a great specialist in casting silver. In 
1752 he even claimed to hâve discovered a spécial process of casting, which he tried to 
keep secret. This procédure apparently consisted in preparing the moulds at great heat in 
order to give them the same température as the molten métal, and to make them through 
this also more résistant. Using this process, the métal did not show the rough lumpy sur- 
face which usually appears when the mould has a cooler température than the molten 
métal (16). On the whole he used the basic casting procédure which was known since 
antiquity. However, he excelled by applying a particular care during the casting. With 
later re-chasing and polishing, Germain's objects stand out by their finesse of ail détails. 
The comment published in the Mercure de France of December 1750 is more than hymn of 
praise; "The resemblence of ail thèse vegetables [cauliflowers, cucumbers, morels, truffles, 
parsley, peas etc.] seems to rival the appearance of the products of nature" (17). 

With regard to the higher price of the centrepiece, Oudry even thought about going to 
court but dismissed the idea of a lawsuit as unpractical. However, Oudry is sure that the 
Prince would be charmed by the pièce. Even Germain seemed to hâve had a bad con- 
science about the higher costs as he makes a présent to the Prince together with the cen- 
trepiece. This présent consisted of two sculptures of dogs made of bronze, which the 
Prince had envisaged to place next to the silver surtout de table (Appendix, 4, 11). 



Oudry's letters furthermore describe détails about the transport of the items to Schwerin. 
The centrepiece was sent overland first to Strasbourg to the bankers Messrs. MisseuiUe 
and Braun, from where it went to the Hamburg bankers Risse and Timpe. The bronze 
figures of dogs were, however, sent by sea which implied a higher risk of loss (Appendix, 
12). In Schwerin, the costs were finally calculated in German currency, the Reichstaler, 
which gave a total of 476 Rt 15 for "the silver" (Appendix, 13). 



Alexander von Solodkoff 
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Opposite page: Retour de Chasse avec un chevreuil mort, etching by Jean-Baptiste Oudry from a 
suite of four Hunting Subjects, 1725. The dedication is to Louis Bontemps, premier valet de cham- 
bre du roi who, as governor of the Tuileries palace, was probably instrumental in Oudry receiv- 
ing a lodging there the year thèse prints were created. 

The original large oil painting of 1721 was presented at the Salon of 1725, offered by Oudry to 
the Duke of Mecklenburg in 1732, and finaUy purchased by the duke in 1755 at the sale after 
the artist's death (now Schwerin, Staatliches Muséum). 
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Lettres de Jean-(Bat)tiste Oudry 
à fa cour du (Duc régnant de 'Mec^femSourg 

From Oudry's extensive correspondence only the passages relating to Germain and the Machine 
d'Argent are published. The texts hâve been transcribed into modem French. 

Landeshauptarchiv Schwerin, 2. 12 - 1/26, 
Hofstaatssachen, Kunstsammlungen, Angebote und Erwerbungen, 109. 



Oudry (29) 
15 décembre 1751 



Monsieur, 



J'ai reçu ensemble les deux lettres que vous m'avez fait l'honneur de m'écrire. L'une du 29 
novembre et l'autre du 2 décembre dernier. Ces deux lettres ne me sont parvenues que dimanche 12 
du courant. Le lendemain j'ai été chez le Sieur Germain oil je me suis fait montrer ce qu'il avait en 
terrines tant en argent qu'en modèle de plâtre, celles d'argent sont à simple moulure mais le profil 
assez joli. Point d'animaux ni plantes dessus, au contraire le modèle en plâtre a sur le couvercle 
des animaux, des plantes ou légumes extrêmement bien composés et susceptibles d'un beau fini. 
Entre nous ce modèle est de Germain le père qui a été le plus grand homme dans ce genre. Le profil 
est d'un bel oval. 

A l'égard de celles en plâtre que S(on) A(ltesse) S(érénissime) a vu dans un coin sur une 
planche, ce modèle est bien plus grand que celles dont je viens de parler. Elle est presque ronde, il y 
a sur le couvercle deux enfants groupés qui tiennent une grenade. Le profil est assez bon: Le plat 
est orné de quelques animaux morts comme perdrix ou bécasse etc., mais pour le goût général ce 
dernier est inférieur aux premiers ci-dessus. Je crois qu'il faut (se) garder de faire faire des figures 
humaines en argent. Ce ne sont jamais de bons sculpteurs qui les font mais des ouvriers ainsi la 
différence est grande. 

Ci-joint un mémoire du Sr. Germain par lequel vous verrez le prix qu'il demande et le poids 
qu'ils auront. Si S.A.S. se détermine à les faire faire j'aurais l'oeil dessus et je prendrais bien garde 
que tout soit bien fini. Il demande six ou sept (mois) pour faire ces ouvrages. 

Si S.A.S. se voulait contenter d'un beau profil sans les animaux ni les légumes elles ne montent 
en façon qu'environ à 1500 L(ivres) la pièce. 

Vous verrez. Monsieur, que le Sr. Germain demande qu'on lui avance les matières pour tra- 
vailler. Il le mesure que c'est d'usage, ainsi je n'ai rien à lui dire. [...] 

i, Germain (30) 

15 décembre 1751 

Les deux terrines que son Excellence a vu chez le S. Germain et dont on a envoyé la description à 
Mr. Oudry devait peser avec leurs doubles fonds, plats et cuillers 160 M(arcs) monteront pour la 
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matière à 52 Lie marc à 

Cy 8320 
Le contrôle en faveur à 

L'étranger 200 
Façon tout compris à 3500 

L'une cy 7000 

■ Les étuis 200 

15720 

Le Sr. Germain propose deux autres terrines dont les couvercles seront ornés de deux enfants qui badi- 
nent avec une grenade. Ces terrines sont d'une forme très riche, les plats sont décorés de gibier et de 
légumes. Elles doivent peser 200 M montant pour les matières à 52 Lie marc 

àcy 10400 

le contrôle 250 

la façon à 4000 L l'une 8000 

les étuis 200 

18850 

Si l'on se détermine à l'exécution de ces terrines le Sr. Germain demande qu'on lui 
procure les matières et les armes en commençant. 



Oudry (41) 
(Rouen) 5 février 1753 



Je ne peux encore vous faire réponse sur l'article de la terrine d'argent. 



4. Oudry (50) 

22 mars 1754 

Il a fallu avancer à M. Germain 600 LetàM. Massé 318 L. Voilà les deux articles les plus forts. 
}e vous envoie les quittances que j'ai pu tirer de ceux à qui j'ai donné de l'argent. [...} 

Le surtout d'argent pour lequel les deux chiens, que le prince désire avoir, avait été fait et achevé. 
Il m'a promit les deux chiens à un grand plaisir ce qu'il n'avait pas encore fait. Il travaille actuelle- 
ment à notre affaire. Cela sera bien fini. [...] 






Letter from Jean-Baptiste Oudry to the Duke of Mecklenburg, 22 March 1754 (LHA Schwcrin) 
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5 Oudry (52) 

2 avril 1754 
[...] enfin de vous faire un compte conforme à ce que vous me faites l'honneur de m' écrire. Je crois, 
Monsieur, qu'il m'est du à présent l'acompte 
donné à Mr. Germain 600 L. 



6. Oudry (54) 

28 avril 1754 
[...] et le Sr. Germain est après la machine d'argent. Il y a déjà bien de parties de ciselé. Sitôt que 
ces ouvrages seront faits je les ferai partir les uns par mer et les autres par terre. (55)Touiours aux 
mêmes adresses afin que cela arrive le plus promptement qu'il sera possible. Je me fais une fête que 
le prince soit très content. Ce que j' enverrai sera fini autant qu'il sera possible. J'enverrai en même 
temps les deux chiens que le prince désire avoir. Je vous prie. Monsieur, de l'assurer de mon pro- 
fond respect et que je ferai mes efforts pour qu'il soit content. J...J 



7. Oudry (56) 

12 mai 1754 
J...] je ne trouve sur mon mémoire que ce qui suit à M. Germain donné acompte 600 L. [...] 

(57) 
Le S. Germain ne pourra avoir fini son affaire qu'à la fin du mois prochain. Il y prend des soins 
infinis afin que Leur A(ltesse) S(érénissime) soit contante. J...J 

Madame Guérard m'a promi que dans quinze jours elle m'enverrait la petite boîte dans laquelle 
il y a les commissions que vous avez demandé. Mais je ne sais si f attendrais que M. Germain ait 
fini parce que les parures pour les dames sont toujours pressées. J...J 



8. Oudry (61) 

15 juillet 1754 
[...] Je suis au désespoir de la longueur des travailleurs. Le S. Germain va lentement, je sors de 
chez lui. Il m'a assuré comme il a déjà fait plus d'une fois que l'on ne quittera pas (avant) que la 
machine d'argent ne soit pas finie. 



9. Oudry (62) 

A Paris, ce 10 août 1754 
J...] Madame Guérard m'avait envoyé une petite boîte dans laquelle sont les commissions pour les 
dames. Elle l'a renvoyé chercher pour y mettre des nouvelles. J'enverrai le tout avec la machine d'argent. 



10. Oudry (63) 

A Paris, ce 29 septembre 1754 
Monsieur 

La machine d'argent est finie par le Sieur Germain. Elle est très bien. Je lui ai demandé le 
mémoire qui est ci-joint dont j'ai été bien surpris de voir plus de quatre cents livres de plus que 
vous ne m'aviez donné ordre de dépenser. Cela est devenu plus lourd à la fonte que M. Germain ne 
s'était imaginé et qu'il n'était pas possible d'être juste. J'ai trouvé le morceau si précieux que fai 
pris la partie de faire faire un étui pour sa conservation. 
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Je crois que malgré la dépense que Monseigneur le prince en sera charmé. Je suis bien mortifié de 
cet excédent mais je n'ai pu m'en garantir. Il y a dans ce morceau pour 1123 L. d'argent, j'avais 
fait marcher à 700 L de façon. Vous voyez, Monsieur, que c'est le poid de la matière qui excède vos 
prétentions et contre lequel poid il n'y a point de remède. 

M. Germain fait présent à S.A.S. des deux chiens qui sont parfaitement beaux. [...] 

Mémoire de la machine d'argent 

Le groupe pèse 21 marcs 3 onces 1 gros 

Montant du prix de l'argent 1123 L 

Le contrôle àl L5 en faveur de l'étranger 28 15 

La façon prix convenu 700 

1 étui , 36 

frais d'emballages à plomb : 19 L 10 

Total 7907 5 

n. „„,™,„, '" Oudry(65) 

{\ ^^P?' A Paris, ce 13 octobre 1754 

Monsieur 

Enfin la machine d'argent est finie. Je l'ai vu et la troûi^ë très bien, f ai jugé à propos défaire 
faire un étui comme l'on fait ordinairement aux belles pièces d'argenterie. J'avais demandé le 
mémore et enfin je me suis imaginé qu'il fallait payer le restant. J'ai cru le devoir faire par honneur 
parce que quoi que cela monte plus que vous l'aviez marqué, il n'y aurait pas moyen de s'en 
déduire sans un procès que j'aurais perdu. 

Ci-joint la copie du mémoire écrit et signé de M. Germain. Je vous proteste. Monsieur, que je 
n'ai pu mieux faire mais je suis bien fâché d'avoir tant excédé ce que le prince voulait dépenser. 
L'on a été contraint d'envoyer cette machine seule dans une caisse. C'est le Sr. Germain qui l'a 
envoyé par terre à l'adresse que je lui ai donné, c'est à dire à Mss. Misseuille et Braun, banquiers à 
Strasbourg, pour l'envoyer à Mss. Risse et Timpe à Hambourg. Ainsi, Monsieur, je compte que 
cela vous arrivera comme tout ce que je vous ai envoyé. Il y a aujourd'hui huit jours que cette boîte 
est partie de Paris - aujourd'hui (est) samedi 22 du courant. J'ai fait porter à la douane deux 
quadrès que j'ai fait emballer et porter aux carosses que vous recevrez en même temps. [...J 

Ci-joint le mémoire de ce qu'il m'est du que je vous prie. Monsieur, de me faire (66) rembourser le 
plus promptetnent qu'il vous sera posssible. Je n'ai point voulu envoyer par terre les deux beaux chiens 
que M. Germain m'a donné pour le prince. Us sont bien reparé en bronze, aussi la figure qui me dite 
(?) qui est aussi très Men reparé en doré. J'enverrai ces deux articles par mer avec les deux figures. [...] 

12. Oudry(67) 

ce 11 novembre 1754 
Monsieur -"' 

Vous devez avoir reçu une lettre d'avis du départ de Paris de la machine à' argent faite parle S. 
Germain. Elle n'a pas tardé à être envoyé. Il y a longtemps qu'elle est en route. J'ai écrit à Messieurs 
Misseuille et Braun à Strasbourg pour qu'ils expédient à Messieurs Risse et Timpe à Hambourg 
pour que cela parvienne le plus promptement qu'il sera possible à Monseigneur le Prince. [...J 

A l'égard de la figure doré que j'ai acheté pour le prince et les deux chiens du S. Germain elle 
sont actuellement chez moi. J'attendrai les deux grandes figures pour les envoyer par mer toutes 
ensembles. J...] 

Je suis dans un contentement extrême d'apprendre que le prince se porte mieux. Je vais lui écrire 
par le même ordinaire. [...] 
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13. 



(73) 



Dus Silber wigt 11 Marc 3 onzes, 


1 gros 




À52L is ./. 1123 L 




280 Rt 36 ./. 


Façon 200 L 




175 Rt 


Controlle, àlL5./.26L is ./. 




6 Rt 33 ./. 


Etuy 32 L 




9 Rt 


Plombier und Emballage 19 Lis 




4 Rt 42 ./. 

476 Rt 15 ./. 



14. 

L 600:- 

J'ai reçu de Monsieur Oudry la somme 
De six cents livres acompte de l'argenterie 
Qu'il m'a ordonné pour S. A. S. Monseigneur 
Le Duc de Meclinbourg à Paris le 
7 mars 1 754 

Fr T Germain 



(86) 
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Receipt signed by François Thomas Germain for 600 livres received asanâavancëïromOuary for 
la Machine d'Argent, dated 7 March 1754 (LHA Schwerin) 
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Property of a German Princely Family 

207 "LA MACHINE D'ARGENT" FOR 
THE DUKE OF MECKLENBURG- 
SCHWERIN, FRANÇOIS-THOMAS 
GERMAIN, PARIS, 1754 

1670Z 15dwt (5,217g) 

length 14y2in (37cm) by depth gVsin. 

(23cm) by height SV^n. (21cm) 

estimate on request 



the serpentine rectangular base raised on four shell and scroll supports 
flanked by spreading matted foliage, supporting a still-life composed of 
game and vegetables as follows: 

A rabbit, lying on its side 

An ortolan, on its back with one spread wing and crossed feet 

A snipe, on its bacic witli spread wings and extended beak 

A cauliflower, raised on its stalk witli raggedly trimmed leaves 

An onion 

A mushroom 

A gherkin 

A truffle 

A morel 

A mushroom stalk 

A tumip 
surrounded by six leafy plants, one flowered, another berried, on a 
rockwork surface, ail superbly cast and realistically chased with finely 
detailed fur, ruffled and smooth feathers, and tooled, matted and 
burnished surfaces according to nature, set off by the highiy polished 
plain bold molding of the base, fully marked and signed 
"RI GERMAIN. SCULPTEUR ORFEVRE DU ROY FECIT. 1754 A PARIS" 
(see pages 34 and 36) 



PROVENANCE 

Duke Christian Ludwig II of Mecklenburg-Schwerin (d. 1756), to his son 

Duke Friedrich (1717-1785), to his nephew 

Duke Friedrich Franz I (1756-1837), to his grandson 

Grand Duke Paul Friedrich (1800-1842), to his son 

Grand Duke Friedrich Franz II (1823-1883), to his son 

Grand Duke Friedrich Franz III (1851-1897), 

and by descent 

LITERATURE 

Von Solodkoff, Alexander "A lost Machine dArgentoi 1754 by François- 
Thomas Germain for the Duke of Mecklenburg," Studies in the Décorative 
Arts VII (2-2000); 122-135 



A full account of the order, création and delivery through Jean-Baptiste 
Oudry appears in the preceding article (pp. 1-17) This essay aiso outlines 
the disappearence of La Machine dArgent for so many years and its 
récent discovery. 

See the following pages for biographical notes on the silversmith 
François-Thomas Germain (pp. 39-43) and the painter Jean-Baptiste Oudry 
(pp. 54-59), followed by a history of the Dukes and Grand Dukes of 
Mecklenburg-Schwerin (pp. 60-65). 
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Détails, including a view undemeath to show castings and construction (lower left) 
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Signature, engraved undemeath on base rim, cauliflower side: 

F. T. GERMAIN . SCULPTEUR ORFEVRE DU ROY FECIT. 1754 A PARIS 





Signature, engrmxâ mdmmtU on base rim, cauliflower side: 

F. T. GERMAIN , SCULPTEUR ORFEVRE DU ROY FEOT. 1754 A PARIS 
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Scratch weight, in German, (underneath, on base rim opposite signature) 
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Underneath base on rabbit 
side, above molding: 
FTG with golden fleece, 
below two grains and 
crowned fleur-de-lys: 
maker's mark of François- 
Thomas Germain 
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Cow's head: charge mark 
for Paris 1750-56 (fermier 
Julien Berthe) 
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Crowned O: date letter or 

poinçon de la maison commune 
for 13 July 1754-12 July 1755 



On outside base rim, 
beïoio rabbit: 

Small cow: discharge mark 
on Works intended for 
export, 1733 - 1775 
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Trançois-T'fiomas (germain 
Scuiptor ancf (^ofdsmitfi to Louis XV 



The excellent biography by Christiane Perrin, François-Thomas Germain: Orfèvre du Roi 
(Saint-Rémy-en-l'Eau, 1993) provides a comprehensive overview of the master's work. 

In 1748, the twenty-two-year-old François-Thomas Germain found himself at the head of 
the most important silver workshop in Paris. With the death of his father, Thomas 
Germain, the son succeeded as sculptor and goldsmith to the King. His inheritance includ- 
ed regular orders from the Crown, lodging in the galleries of the Louvre, a fuUy-equipped 
workshop across the street, an international réputation and clientèle, and the important 
collechon of workshop models and drawtngs. Thèse models, made in lead, bronze, terra- 
cotta, plaster and wax, were relies of the great achievements in silver of Thomas Germain. 
His son, stepping into his father 's position, appreciated the models both as works of art in 
themselves and as building blocks from which to create grand new commissions. 

François-Thomas was fourth in an accomplished dynasty of Parisian goldsmiths. The 
family can be traced back to 1642 or 43, when a mark was entered by his great-grandfa- 
ther. His grandfather Pierre Germain delivered works to Louis XIV, and his father 
Thomas (b. 1685) began supplying the Crown in 1706, despite not registering his maker's 
mark untU 1720. In that year Thomas married Anne Denise Gauchelet, daughter of a sil- 
versmith. In 1723 Thomas was awarded a ten-room apartment in the galleries of the 
Louvre, and it was hère that François-Thomas was bom three years later. The neighbors of 
the Germain family were among the most famous artists and artisans of the era, honored 
like themselves with Royal favor lodgings. The painter Jean-Baptiste Oudry, who would 
order La Machine d'Argent on behalf of the Duke of Mecklenburg-Schwerin, was awarded 
a studio in the Cour des Princes of the Tuileries palace the same year that Thomas moved 
to the Galeries du Louvre. Two years later Oudry was aw^arded a lodging in the Tuileries 
complex. Other Lnhabitants of this prestigious artistic community included the painters 
Coypel and Desportes (who depicted works by Thomas Germain in his still-lifes), the 
sculptors Bouchardon and Coustou, the cabinetmaker André-Charles BouUe and his sons, 
and the other orfèvres du roi: Claude H BalUn and later Jacques Roëttiers. 

The workshop of the elder Germain was a flourishing concern. In 1726, the year in which 
François-Thomas was bom, the orfèvre delivered a toilet service for Marie-Leczinska, 
Louis XV's new queen; the boar's head tureens now in the Getty Muséum are marked for 
the same year. In 1728, the Portuguese Court ordered 6,000 marcs of silver from Germain. 
In 1732-33 the workshop production included another pair of boar's head tureens (Détroit 
and former Ortiz collection), together with a pair of "faxm" figurai candelabra (Détroit). 

Nicolas de Largillière's famous portrait of Thomas Germain and his wife (Gulbenkian 
Collection) depicts François-Thomas' father and mother in 1736, the same year he proba- 
bly began assisting in the workshop. Thomas is shown as a sculptor, working in wax on 
the décoration of a large pitcher. On the shelf behind him is just one finished silver pièce, 
a candelabrum of the "faim" model mentioned above, but several éléments sculpted in 
plaster and terracotta; models such as thèse were a large part of Thomas' legacy to his 
son. Madame Germain is shown with an inkstand aind ledger, representing the practical 
side of the business which she oversaw. François-Thomas would never hâve a parallel 
helpmate, and his finances and business management would suffer. 
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The successful artist depicted by Largillière enjoyed a European renown, and 
his workshop was visited by foreign travelers. When young Prince Friedrich of 
Mecklenberg-Schwerin spent a year in Paris in 1738-39, he had his portrait 
painted by Jean-Baptiste Oudry in the painter's studio at the Tuileries, literally 
just down the street. It is probable that he visited the Germain ateher at this 
time; certainly when he returned in 1750 he made a point of visiting the 
younger Germain at the same location. 

Oudry himself was more closely associated at this time with Thomas Germain's 
former apprentice, Jacques Roëttiers. A tureen by Roëttiers of 1735-38 appears in 
an Oudry drawing and painting of the same period (see pages 50-51), and Oudry's 
painting of a Wolfcaught in a Trap, purchased by Prince Friedrich during his visit of 
1738-39, had been used by Roëttiers in 1734 as the model for a large silver surtout 
for the Duc de Bourbon (Louvre). Oudry was aiso affiliated with the other orfèvre 
du roi, Nicolas Besnier, in the administration of the Beauvais tapestry workshops. 

However, the Germain name continued to gain renown. After the success of his 
toilet service for the Dauphine in 1745, Thomas Germain received the commis- 
sion for the famous gold candelabra for Louis XV. Thèse were deUvered in 1748, 
and early the same year Thomas made a formai request to the king that François- 
Thomas be named to foUow him as sculpteur-orfèvre du roi. To support his péti- 
tion, he presented the king with the drawings his son had done as a student at 
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the Académie Royale de peinture et de sculpture. Louis agreed to the proposai in March, 1748; 
though barely eighteen years old, François-Thomas' future was assured. The appointment 
was timely indeed, as Thomas Germain died just five months later on August 14, 1748. As 
François-Thomas Germain was still a minor (untU âge twenty-five at the time), he formed a 
partnership with his mother to run the workshop. 

In the rnventory after Thomas Germain's death, the various models in the workshop and 
lodging were appraised at 1,500 limes. By comparison, six years later the Duke of 
Mecklenburg-Schwerin would seek to spend exactly this amount on his princely silver cen- 
terpiece. An ùiventory of François-Thomas' models was dressed in 1765; whQe he had 
expanded the collection, a comparison with known works by Thomas (see pp. 39-45) and élé- 
ments included on la Machine d'Argent suggests some which he probably inherited. The 
inventory lists under "differens Gibiers [assorted game]" two rabbits (lapereaux), two snipe 
(bécasses), and four ortolans, aU in lead. Under "chouxfleurs et artichauds [cauliflowers and 
artichokes]" appear twenty-four lead models for cauUflowers, and five cauliflower leaves in 
copper. Another section of lead models is headed "Céleri, asperges, ciboules, oignons, 
petites pois, haricots, navetes, truffes, champigiions, morilles, cornichons et feuilles d'ananas 
[celery, asparagus, scallions, onions, peas, beans, tumips, truffles, mushrooms, morels, 
gherkins and banana leaves]" - everything that could be needed to make a meal, or cover a 
tureen, or fill out a centerpiece. 

The workshop on the rue des Orties was where the plaster, terra-cotta, and wax models 
were kept.^ It was probably hère that Prince Friedrich of Mecklenburg-Schwerin saw "in a 
corner on a shelf" the plaster model for a tureen, which h he would recall when back in 
Schwerin and contemplating a commission.-^ Among the works in progress the Prince may 
hâve viewed was a German commission, a gold chahce of 13 marcs, 6 onces, valued at 
12,457 livres, ordered by Max Emmanuel of Bavaria and delivered in 1751 to his brother the 
Elector of Cologne.* The workshop seems to hâve been equipped for about 40 workers at 



Opposite page; Plan Turgot 
of Paris, 1739, showing the 
Louvre and the Txiileries. 
François-Thomas Germain's 
apartment was above the 
gateway (blue) for the nie St. 
Thomas du Louvre, and his work- 
shop across the rue des Orties in 
a detached building (pink). 
Jean-Baptiste Oudry had a 
studio in the cour des Princes 
of the Tuileries (green) and an 
apartment in that palace. 
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its height, with François-Thomas as administra- 
tive head, designer, and salesman more than 
actual silversmith. He defended this workshop 
System, much more on a factory scale than his 
father's atelier, and insisted "mes ouvriers ont 
varié, mais jamais mes ouvrages" (my workers 
changed, but never my works).^ 

The models in bronze, copper, and lead, though, 
were kept across the street in Germain's lodging, in 
the Grand Galerie. This room ran the width of the 
building to look out both the nie des Orties and tlie 
quai du Louvre, enriched by crimson damask, mir- 
rors and consoles, and a mande with gilt-bronze 
mounts/' The models were kept in nine numbered 
armoires, as art objects rather than éléments from a 
workshop. The whole installation seems to hâve 
been designed to display the achievements of the 
house, in surroundings of appropriate splendor. 
Aknost certainly Prince Friedrich would hâve been 
welcomed hère, as weU as in the noisy workrooms. 
He may also hâve been drawn by the two Oudry 
canvases of une Reiwrde sur un Perdrix and un Chien 
barbet qui se jette sur un Canard, which had been 
shown at the Salon of 1745 when belonging to 
Thomas Germain and which were retained by his 
widow until the end of her Hfe. 




Even after Prince Friedrich left Paris, newspapers such as the Mercure de France would 
hâve kept him informed of the achievements of the house of Germain. In 1752, François- 
Thomas delivered aknost 2,000 marcs of silver to the Garde-Meuble du Roi. At the same 
time, the workshop was engaged on a silver service to be presented to the Nabob of 
Golconda on behalf of Louis XV, an alembic or distillation device for the King of Portugal, 
and gilt-bronze décorations for the Cardinal de Rohan-Soubise at the Hôtel de Soubise. The 
1754 commission from the Duke of Mecklenburg-Schwerin belongs to this early part of 
François-Thomas' career, even before the great services for Portugal and Russia. 

In the later 1750's, the activity of François-Thomas Germain's workshop greatly expanded. 
After the Lisbon earthquake of 1755 destroyed the service Thomas Germain had delivered 
for the Portuguese Crown, Joseph I called upon François-Thomas to provide a replacement. 
The completed work would run to hundreds of pièces, about 3,800 marcs, and a payment of 
over 600,000 livres. In 1757 the Empress Elizabeth of Russia placed a large order, about 
1,800 marcs. Germain handled other work as well, for example a large surtout with figures 
of hounds and game, started by his father and sold by François-Thomas to the Portuguese 
Duke of Aveiro. As weU as silver, he executed gilt-bronzes for the Duc d'Orléans at the 



Renarde avec perdrix and Chien 
barbet s'abattant sur un canard, 
Jean-Baptiste Oudry, circa 
1727 (Schwerin, StaatUches 
Muséum). Oudry 's oil paint- 
ings of thèse subjects were 
owned by Thomas Germain 
and shown at the Salon of 
1745. Retained by his widow, 
they were sold at her death. 
The Germain Chien barbet is 
believed to be the example 
now in the Musée de Beaux- 
Arts, Rouen. 



1 Archives naKonals, M.C.N. LXXXIII-511, 22 mai 1765, étude Lambot. The author is much obliged to Christiane Perrin for sharing her copy of this inventory. 

^ Perrin, C. François-Thomas Germain: Orfcz^re du Roi. Saint-Rémy-en-l'Eau, 1993, p. 50 

■^ see the letter from Oudry, 15 décembre 1751 (no. 1, p. 13) ^ 

4 ibid. pp. 129-30 

^ Mémoire à consulter et consultation pour le 5r François Thomas Germain, écuyer, sculpteur-orfèvre du Roy, cited C. Perrin, ibid. p. 41 

6 ibid., p. 38 
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Thèse chalk drawings 
were acquired by the 
Duke of Mecklenburg 
in 1755, at the sale 
after Oudry's death. 
(Schwerin, Staatliches 
Muséum) 



Palais-Royal and for Baron Bernstorff. On exanr- 
ination, the tureens for Russia are close variants 
on those designed for Portugal, while Baron 
Bernstorff 's fireplace foUows a model created for 
the Duchess d'Orléans. In aU of thèse commis- 
sions, François-Thomas demonstrated the same 
economy of models as he had used for la Machine 
d'Argent. 

In 1759, Germain married the fifteen-year-old 
Marguerite Lesieur Desbrières, from a wealthy 
famUy of bankers, traders, and ship-owners. With 
the help of his in-laws and in anticipation of com- 
missions from their connections, he borrowed 
heavily to finance his expanding workshop and 
his own lavish Ufestyle. However, after 1760 
Germain's fortunes tumed. Thie Seven Years War 
curtailed orders from the French court and aknost 
destroyed his in-laws' fortune. The enormous 
orders from Portugal and Russia ran their course, 
were deUvered Eind were not foUowed by others 
on the same scale. Nevertheless, Germain lived 
lavishly, in the manner of his cKentele: elegantly 
decorated apartments in the Louvre and for sever- 
al mistresses, dancers from the Opéra; carriages, 
horses, clothing and servants. In early 1765, he 
was forced by his financial situation to sell the 
contents of his workshop to two financiers as part 
of a plan whereby he would remain as artistic director and exécutant. However, Germain had 
inflated his possible orders and concealed his obligations to such an extent that he was 
declared bankrupt in 1765. His debts amounted to more than a million livres, scandaloiis pro- 
portions for the 18th century. Many silversmiths walked a fine financial fine, having to lay 
out funds for expensive raw material and catering to an aristocratie clientèle notorious for 
tardy payments. In fact, Germain was owed only about 130,000 livres by his clients, represent- 
ing just a smaU portion of his obligations springing from irregular accounting and personal 
extravagance. 



Germain's arrogant and combative personality aggravated his situation. He was forced to 
leave his apartment in the Galeries du Louvre, though Louis XV aUowed him to retain the title 
of orfèvre-sculpteur du roi. His unftnished work, stock and models were sold to benefit his 
creditors, and he continued working and marking with his own punch until 1769. He made 
an ill-fated and expensive attempt to set up in London in 1770, but seems to hâve returned to 
Paris by the end of the year. In 1772 he tried Vienna, with stmilar results. From that year 
onwards, his two daughters paid him a small regular allowance. Retuming to Paris, 
Germain Uved with and possibly worked for varions silversmiths before taking an apart- 
ment in the rue de Limoges. He found some employment as a designer, and in 1783 this scion 
of a great djmasty formally renounced sUversmithing. François-Thomas Germain died 
January 23, 1791, at the beginning of the Révolution and the end of the ancien régime which 
had seen his triumph. 
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Louis XV silver soup tureen, cover, and stand, 

Thomas Germain, Paris, 1729-30. 

Détroit Institute of Arts, Founders Society Purchase, Elizabeth 

Parke Firestone Collection of Early French Silver Fund. 

This tureen was originally made for Louis-Jules Barbon 
Mancini-Mazarini, second duke of Nivernais, then pur- 
chased in 1759 by the agent for Philip de Bourbon-Parme, 
son-in-Iaw of Louis XV. The cover (above) has the same 
figure of a ortolan as on the machine (left), establishing that 
Thomas Germain had created this élément by 1729-30. 



Détail of La Machine d'Argent 
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UetaiJ ot 1(7 tviachine d'Argent 



Louis XV silver soup tureen, cover, liner and stand, 

Thomas Germain, Paris, 1733-34. 

Soid from the collection of George Ortiz at Sotheby's, New York, 

November 13, 1996, lot 3, for the world record price for a pièce 

of silver at auction. 
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This tureen and its pair (following page) were commissioned by 
Henry Janssen, tlien acquired by Louis Charles de Boubon, 
comte d'Eu. They passed to his cousin Louis-Jean-Marie de 
Bourbon, duc de Penthièvre, and on his death would hâve 
passed to his daughter Adélaïde, who married Philippe-Egalité, 
duc d'Orléans. Confiscated by the Directory, they were later 
restored to Adélaïde's son Louis-Philippe, duc d'Orlécins and 
later King of the French. 

The still-life arranged on the cover of this tureen includes the 
snipe and ortolan which appear on the machine (above), as well 
as a mushroom, morel, truffle, turnip and onion which seem to 
be from the same models as the examples François-Thomas 
would use almost twenty-years later. 
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Détail ol Ln Machiuc d' Argent 



Louis XV silver soup tureen, cover, liner and stand, 
Thomas Germain, Paris, 1733-34. 

Détroit Institute of Arts, Founders Society Purchase, Elizabeth 
Parke Firestone Collection of Early French Silver Fund. 

The pair to the preceding titreen, this example displays the same 
rabbit as on the machine (above). Thus, much of the vocabulary 
used for the Duke of Mecklenburg had already been created by 
1733-34, and possibly earlier. The pair of boars' head tureens in 
the Getty Muséum are marked for 1726-28, and the covers (now 
missing) would most likely hâve been decorated with parallel 
still-lifes. The Gettv pair are believed to hâve been ov^rned by the 
banker Samuel- Jacques Bernard and bought back by François- 
Thomas after Bernard's death in 1753. Thus, they could hâve 
been in Germain's workshop at the time of the Duke of 
Mecklenburg's commission in 1754. Germain finally soid the 
tureens, now with his own engraved signature, to the 
Portuguese ambassador Mello e Castro in 1764. 
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Huiiting surtout, 

Thomas Germain, Paris, 1729-1731, and signed by François-Thomas Germain, 1757. 

Museu Nacional de Arte Antigua, Lisbon. 

Image courtesy Museu Nacional de Arte Antigua, Lisbon, ©Manuel Silveira Ramos 
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Détails of Hunting Surtout 



This impressive centerpiece was probably originally ordered by Samuel-Jacques 
Bernard, but seems to hâve still been with François-Thomas Germain on the 
banker's death, and may never hâve been finished or delivered. Among the game 
and vegetables on the stand are an ortolan and snipe (above) matching those on 
the machine, a rabbit lying on its left side, and mushrooms, morels, truffles, a 
gherkin, and other familiar components. It is unclear how much François-Thomas 
added to this ensemble before he sold this rather archiac form to the Portuguese 
Duc d'Aveiro in 1757, but it seems that this pièce, like the Getty tureens, was prob- 
ably in the workshop at the time the Mecklenburg Machine was being conceived. 
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"Cloche" centerpiece for the Joseph I of Portugal, 
François-Thomas Germain, Paris, 1757. 
Musée du Loure, Paris. 
Image courtesy Réunion des Musées Nationaux 

In this central item from the great service for the 
Portuguese Crown, François-Thomas combined a 
new form with continued use of castings he had 
inherited from his father, just as he did for the 
Mecklenburg machine three years earlier. Among 
the éléments on this hunting-themed création are 
the snipe, ortolan, rabbit, onion, parsnip and 
gherkin, still being employed almost thirty years 
after their original création. 
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"faèfe ofiStfi Century Sifver Weigdt 



France 

1 livre = 2 marcs = 489.506 grams 
1 marc = 8 onces = 244.753 grams 
1 once = 8 gros = 30.594 grams 
1 gros = 3 derùers = 3.824 grams 
1 denier = 24 grains = 1.275 grams 
1 grain = 0.053 grams 

England 

Troy weight 

1 pound (Ib) = 12 ounces = 373.2 grams 

1 ounce (oz) = 20 dwts = 31.103 grams 

1 penny weight (dwt) = 24 grains = 1.555 grams 



Germany 

Cologne standard 

1 Pfund (Ib) = 2 Marks = 467.71 grams 

1 Mark = 8 Unze = 233.856 grams 

1 Unze = 2 Lots = 29.232 grams 

1 Lot = 4 Quentchen = 14.616 grams 

1 Quentchen = 4 Pfennig = 3.654 grams 

1 Pfermig = 1/16 Lot = 0.9135 grams 

1 Gran = 1/18 Lot = 0.812 grams 
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Jean-(Baj)tiste Oudfrxj 
Tainter to Louis XV 



In the early spring of 1739, young Prince Friederich von Mecklenberg-Schwerin visited the 
studio of the cinimal painter Jean-Baptiste Oudry to hâve his portrait painted (see fron- 
tispiece ). His father Christian Ludwig II — the ruler of a small duchy in the Northeast of 
Germany — had sent him to the Academy at Angers. This was foUowed by a year in Paris 
to finish off his éducation, and the Duke wished to hâve a likeness made to commemorate 
the trip. The first, and most natural, choice for the commission had been Hyacinthe Rigaud, 
then the pre-eminent portrait painter in France. However, Prince Friederich noted in a 1738 
letter to his father that this v^ould be impossible as the artist had died some two years 
before. Despite the fact that this was untrue, and Rigaud was still very much aUve, the 
Duke soon opted for Oudry instead once it w^as realized that Rigaud's tariffs were too high. 

In fact, the family already had a pre-existing connection with Oudry, having ordered a set 
of four canvases of animal subjects some years before. The Prince himself had called on 
the artist on his way to Angers, and had visited him again on his retum to Paris. The pair 
seemed to hâve hit it off, and on the 26 of February, the Prince wrote to his father: 

"Oudry — wie ich bei ihm war — malte ehen Einem ah, welchen er sehr wohl getrojfen, und bat sich 
von mir ans, ich môchte midi doch von ihm malen lassen; midi soll verlangen ob er mir weiter 
sagen wird, dass er dabei bleibt, weil er, wie es scheint, viel zu tun hat [Oudry — when I was 
with him — was painting a portrait that looked very much like the sitter, and asked me 
most kindly for permission to paint mine; I would like to know if he will be able to keep 
his promise because he, as it seems, appears to be very busy]." 

The artist did indeed make time, and by the 18th of May, the portrait was done, with the 
Prince writing to his father "wie aile Lente sagen, sehr getrojfen sei... [as everyone says, it's 
well done and looks a lot like me]." 

While the resulting portrait may not hâve been artistically remarkable, the choice was an 
extremely happy one. The spécial relationship that was to develop between Oudry and 
the remote German duchy of Mecklenburg-Schwerin was artistically remarkable, and was 
to last from that time imtil after the artist's death. The resuit is that the largest extant col- 
lection of paintings and drawings by Oudry (some fifty paintings and about as many 
drawings at the time of the Duke's death, although slightly reduced by subséquent 
events) are today in the Staatliches Muséum, Schwerin. 

By the late 1740's, Duke Christian Ludwig II had begun to build a wooden gallery adjoin- 
ing his renaissance Schloss and had turned to Oudry to fill it — to the exclusion of any 
other living French painter. Paintings of ail type were purchased: hunt scènes; stiU lifes; 
portraits of animais, even the artist's early and very atypical Saint Peter Delivered from 
Prison (purchased for 41 livres at the artist's estate sale where the Duke's agent was one of 
the most active bidders). 

It is not surprising that this fertile partnership began at this moment in Oudry's career. 
He had already been a favorite of French collectors for years, including King Louis XV, for 
whom he had painted canvases of the favorite royal dogs. Rustic landscapes and stiU 
Ufes in the grand manner had found a ready audience. The enthusiasm for his hunting 
subjects, however, had found the easiest transfer to the international sporting classes. 
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Jean-Baptiste Oudry, ^ 

engraved by Jacques-Nicolas ^^■^^i'-M 

Tardieu, circa 1755, after a paint- ^ ^ 
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Oudry's own ability as self-promotion was if not excessive, at least healthy. He exhibited 
in the Salon on a grand scale, averaging some thirteen canvases an exhibition, compared 
to Boucher's five and Chardin's four (see H. Opperman, 1983, p. 65). And while the 
réverbérations of Oudry's activities in Paris might hâve been felt as far away as distant 
Schwerin, there were hits doser to home. In 1730, Cari WiUielm Friedrich, Margrave of 
Anspach had purchased two very large hunt scènes from Oudry to decorate a room at his 
Residenz. It is this impressive interior, which must be considered a document of the taste 
for French art in the German-speaking world, that may hâve influenced the ordering of 
the set of canvases by the court of Schwerin from Oudry in 1732. More importantly 
Oudry had befriended and begun to paint for the great coUector Count Tessin, the 
Swedish ambassador to France, who was to secure major commissions from both his own 
and from the Danish king. Duke Christian Ludwig was naturally himself an avid hunter, 
and the prestige of Oudry's clientèle, the vogue for ail things French, and the sporting 
subject matter combined to form a patron/artist "match made in himmel." 

So, by the time the Prince's portrait was painted, Oudry was an artist of international répu- 
tation. The Duke continued to buy, and with the exception of some missing years in the 
1740's, a lively correspondence between the artist and patron is extant. The most fan\ous 
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Soup tureen, cover, and stand from the Berkeley 

Castle dinner service, Jacques Roëttiers, Paris, 

1735-38. This tureen is part of a service proba- 

bly ordered by James, 3rd Earl of Berkeley 

(d.l736) for the 21st birthday of his son and heir, 

Augustus, later 4th Earl (b. 1716). The service 

was sold by Sotheby's, London, 16 June 1960, 

for a then record price for any work of art 

(including paintings) at auction. 




and astounding of the paintings that came to Schwerin as a resuit are the ensemble of paint- 
ings commissioned by Louis XV's surgeon, François Gigot de La Peyronie, then the director 
of the Royal Botanical Garden. This was the famous séries of portraits of exotic animais 
from the royal ménagerie at Trianon. While it is unclear what the original intention for the 
séries was (see H. Opperman, 1972, vol. I, p. 113), their subséquent acquisition by Christian 
Ludwig is well documented by Oudry himself. In a letter to the Duke's secretary on March 
25, 1750, Oudry explained that the group of paintings would now be available to the Duke: 

Monsieur 

[...] Vous me faites l'honneur de me dire Monsieur (votre) désire d'avoir quelques tableaux de ma 
façon, y en ai actuellement une suite propre à décorer une galerie. Cette collection unique est com- 
posée des tableaux compris au mémoire ci-joint. Ce sont les prijicipaux animaux de la ménagerie du 
Roy que j'ai tous peints d'après nature par ordre de Sa Majesté et sous la direction de Mr. de la 
Peyronie son premier chirurgien, qui voulait les faire graver, et former une suite d'histoire naturelle 
pour le jardin de Botanique de Sa Mté. J'ai fait ces tableaux avec grand soin; ils me sont restés par 
la mort de M. De la Peyronie [You do me honor to teU me Sir, of your désire to hâve some 
paintings in my manner. I hâve at présent a suite of pictures well suited to decorate a 
gallery This unique collection is made up of the paintings on the attached listing. They 
are the most important animais from the King's ménagerie which I hâve ail painted from 
life on the order of His Majesty and under the direction of Mr. De la Peyronie his first sur- 
geon, who wanted to hâve them engraved, and to form a séries of natural history for His 
Majesty's Botanical garden. I hâve made thèse pictures with great care; and they stiU 
remain with me through the death of Mr. de La Peyronie (Seidel p. 99 passim)]." 

Oudry's attached mémorandum goes on to list some ten canvases of exotic animais, 
including a tiger, a hyena, a léopard (see page 11) and a gazelle. He lists in addition three 
other similar pictures not of the group, but similar, including a life-size painting of a cele- 
brated rhinocéros recently on view in Paris (although he asks the Duke's secretary that 
"Sy S.A.S. prenait le Rhinocéros il demanderait en grâce de ne l'envoyer qu'à la fin du mois de 
Septembre prochain pour qu'il soit exposé au Salon du Louvre cette année [If his Serene 
Highness takes the Rhinocéros, he politely asks to not dispatch it until the end of next 
September so that it might be shown in the Salon of the Louvre this year]." The Duke 
wisely purchased the whole group, even with this stipulation. 
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Nature more avec un tapis de Turquie, du gibier mort et une terrine d'argent, Jean-Baptiste Oudry, before 1738 (Schwerin, Staatliches Muséum). 
The Duke of Mecklenburg acquired this drawing in 1755, at the sale after Oudry's death. An oU patnting of the same subject is in the 
Nationalmuseum, Stockholm, probably acquired in 1747 for the Royal Palace. The tureen matches exactly, down to the arms, the one 
shown on the left. Roëttiers had an apartment in the Galeries du Louvre as well as a workshop in the Place du Carrousel before the 
Tuileries, near Oudry's own studio. 

Despite this close relationship, the choice of Oudry as a gênerai artistic agent in Paris was 
net just one of convenience. Not only was the artist familiar with the leading painters 
and sculptors active in Paris, but he was also well versed in the décorative arts. Duke 
Christian Ludwig began to rely on Oudry to furnish a wide variety of deluxe French 
accoutrements then considered de rigueur even for a small and remote German court. 
Books, prints, drawings, fumiture and even silk stockings were ordered through the 
artist's agency. One request was for "une chaise apercée de commodité." Clearly even the 
most basic daily rituals were to be performed in the French manner. 

Oudry himself seems to hâve encouraged this relationship. As early as July 31, 1734, he 
had informed the secretary of the Duke that his interests lay not only in fine art but that 
"Sa Majesté m'a fait l'honneur de me mettre à la teste de sa manufacture Royale de Beauvais où il 
se fabrique des tapisseries.. . Je vous demande en grâce. Monsieur, si vous avez quelques occasions 
pour me procurer chez vous la vente de quelques unes des ces tapisseries de vous y employer et de 
m'en donner avis, afin que je vous envoyé un mémoire de celles que j'ai actuellement en Magazin, 
qui outre le bon marché sont la meilleure fabrique [his Majesty has done me the honor of 
putting me in charge of his Royal workshop of Beauvais where tapestries are made. . . I 
ask you politely. Sir, if you hâve some occasion to obtain in your neighborhood a sale of a 
few of thèse tapestries and and can advise me, then I will send you a listing of those that I 
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hâve at présent in the warehouse, which other than being a good value are of the best 
manufacture (Seidel p. 94)]." Under Oudry's astute management, the Beauvais works 
became profitable for the first and only time. 

Indeed the artist was himself a coUector of décorative arts himself. On Jctnuary 10, 1761, the 
Abbé Louis Gougenot read to the Académie Royale his biography of Oudry where he noted 
that the artist had amassed a collection "de vases, défigures, de porcelaines et de curiosités de la 
Chine," which were sold for the considérable sum of 9,000 livres when the he had tired of it. 
A second collection was begun later and was dispersed in his posthumous sale. 

However, it is Oudry's close relationship with metalworkers that is most relevant in the pré- 
sent case. While his fafher Jacques Oudry (circa 1661-1720) had been a painter and picture- 
dealer, Oudry's patemal grandfather Médard Oudry was registered as a maître fondeur (mas- 
ter métal caster). The artist himself was bom in his grandfather's house located in the rue de 
la Ferronnerie, the ancient Street of ironmongers in Paris since the reign of Louis IX. Oudry's 
association with the silver and goldsmiths of Paris would continue to the end of his life. His 
position at Beauvais linked him with the goldsmith Nicolas Besnier, who apparently took the 
post of accountant for the enterprise rather than any artistic or créative rôle. 

Oudry was even patronized by some of the most successful members of the profession. 
Jacques Roettiers (1707-1784) was a friend and client, and Oudry's Still Life with a Turkish 
Carpet, Dead Game and a Silver Tureen (1738), now in the Nationalmuseum, Stockholm, 
includes one of a pair of tureens made by Roettiers for Lord Berkeley between 1735-38 
(interestingly, the highly finished drawing for this painting was purchased by the Duke in 
Oudry's estate sale, see page 57). The painting is a sort of hommage to the object, and not 
typical of the artist's still life style. And indeed it seems likely that Oudry may hâve even 
provided designs for Roettiers to use. The figure of a wolf on the lower part of a surtout 
made by Roettiers for the Duc de Bourbon in 1734/35 is clearly derived from Oudry's 
Wolfcaught in a Trap of 1732 now in Schwerin (V. Droguet et al, pp. 108-109, cat. no. 33). 

Oudry's connection to the Germain family was also strong. Thomas Germain, François- 
Thomas' father, was interested in the fine arts and was a coUector of paintings himself. 
Some silver objects of his design are depicted in works by Desportes (Oudry's chief rival 
in the genre of hunting and animal pièces). And, the famous and by then wealthy gold- 
smith and his wife had sat to Oudry's old master Largillière, circa 1736 (Fundaçâo 
Calouste Gulbenkian, Lisbon). He owned at least two paintings by Oudry. In the Salon 
of 1745, two entries are listed under numbers 34 and 35, one "représentant un Renard sur 
une Perdrix." and "Son Pendant; un Chien barbet qui se jette sur un Canard. Ces deux Tableaux 
appartiennent à M. Germain Orfèvre du Roy. " The second of thèse paintings is now in the 
Musée de Beaux-Arts, Rouen. 
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It is not surprising, therefore, that Oudry would turn to his old friend and patron's son, 
François-Thomas Germain, to fill an order from one of his most important clients. 
Oudry's choice must hâve been viewed as a sort of stamp of approval, and the Germain 
name and its associations with some of the leading rulers and collectors of the day added 
luster. And Germain's style, like Oudry's, had international appeal, and for the same rea- 
sons. Both artists could be startlingly naturalistic in their approach to their art without 
abandoning the artifice of it. Opperman's appraisal of Oudry's appeal is equally true of 
Germain: "Throughout his life...[he] sought two things in his art — faithful imitation of 
nature... and picturesque effects of décoration. In some pictures, one of thèse tendencies 
has the upper hand, and in some it is the other. But in the best of them one finds both, 
inseparably united... where the quality of sentiment is bound up with nature and with art 
in a manner equally appealtng to the tastes of the stoUd German prince and the frivolous 
court of Versailles (Opperman 1977, p. 314)." 

— Christopher Apostle, 
Senior Vice Président, Old Master Department, Sotheby's, New York 
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The HoLise of Mecklenburg is unique among the rcigning familles of Germany In havlng 
a Slavonlc orlgln. It traces ils descent from Niklot, the heathen Prince of the Obotrites 
(ci. 1160), whose grandson Heinrich Borwin 1 was made Prince of the Empire in 1170 and 
was Prince of Mecklenburg in 1179. 

His descendants acquired Stargard in 1304 and Rostock in 1323 and received the titles of 
Duke of Mecklenburg 8 July 1348, Count of Schwerin 1 December 1358, Prince of Wenden 
1436, and Prince of Schwerin and Ratzeburg 24 October 1648. Several partitions of territo- 
ry took place, but the two lines of Mecklenburg-Schwcrin and Mecklenburg-Strelitz were 
finally established and tlie order of primogeniture introduced 8 March 1701. 

The common ancestor of the two lines was Duke Adolf Friedrich 1 (d. 1658), whose grand- 
son Duke Christian Ludwig II was ancestor of tlie Schwerin Une. The grandson of the lat- 
ter, Duke Friedrich Franz 1 assumed the title of Grand Duke in 1815. The dynasty ceased 
to reign on 14 Novcmber 1918. 

(From; Burke's Royal Tamilies of the World, edited by Hugh Montgomery-Messingberd, 
Vol. I, London 1977, p. 233) 

Duke Christian Ludwig II (1683 - 1756) succeeded his elder brother, Duke Karl Leopold, 
as reigning duke in 1747 after having been administrator for him during the nineteen pre- 
vious years. Initially he was an imposing absolute ruler of the small and relatively poor 
State of Mecklenburg in Nothern Germany. He later managed to corne to an arrangement 
with the nobilit)' of his country by which a Charter of Rights (landesgrundgesetzlicher 
Erbverglekh) was accepted in 1755, generally seen as a proof of his political skills. He had 
married in 1714 Gustave Karlonie of Mecklenburg-Strelitz (d. 1748), whose nièce 
Charlotte would later marry George 111 of England. 

One of the duke's main passions was hunting in the vast forests of Mecklenburg, famous 
for excellent stags and huge wild boars. The other passion was art. His interest in art 
caused him to assemble an important collection of paintings of world renown which is 
still kcpt in the muséum of the capital city of Schwerin. The duke acquired mainly small 
size paintings by Flemish and Dutch painters of the 17th century. Inspired by his hunting 
passion he also turned to collecting still lives with hunting scènes or wild animais as sub- 
jects. For this reason he came to patronize Jean-Baptiste Oudry (1686 - 1755), one of the 
best and most famous animal painters of his time. 



Grand ineiv of Schwerin (détail), 
Johann Alexander Tliiolo, 1750 
(Sammlung Christian Ludwig, 
HtTZOg von Mc'cklonburg) 
Image courtesv Staatlichcs Muséum, 
Schwerin 
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Princess Luise Fjiederike, wife ofDiike Friedrich of Mecklenhurg-Schwerin, 
Georg David Matthieu, circa 1765 (Private collection). The Princess 
accompanied her husband to Paris in 1750, and would later order 
items from Paris through the agency of Oudry. 



For this collection of paintings he had his own gallery built as an annex to the still 
médiéval castle of Schwerin. However, his love for art was not restricted to paintings only 
but also to Works of art such as porcelain, hardstone carvings and jewelled snuff -boxes. In 
addition to this he commissioned the French garden architect, Jean Laurent Legeay (c. 
1710 - 1786), to create a park à la Versailles on the grounds of the Schwerin castle. In 1752 
he acquired a set of sixteen large sandstone statues by the Saxon court sculptor Balthasar 
Permoser (1651 - 1732) to decorate this park. 

The duke's interest in art brought him - with the help of Jean-Baptiste Oudry - into close 
contact with the artistic life of the most advanced cultural centre of the 18th century, 
Paris. However, he never met Oudry personally but kept an extensive correspondence 
with him over more than twenty years. 
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Schloss Ludwigslust, designed by Johann Joachim Busch for 
Duke Friedrich and built between 1772 and 1776. 
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His son, the hereditary Prince Friedrich (1717 -1785), establiblied a m«re personal relation 
with this painter during two visits to Paris, first as a student m 1738/9 and later again in 
1750. EXiring the latter stay he was accompanied by his wife, Princess Luise Friederike 
(1722 -1791), daughter of the Duke of Wurttemberg-Stuttgart, and his sister, Princess 
Ulrica Sophia (1723 - 1813). They visited not only Oudry, admiring his works and buying 
some of his paintings, but also the celebrated silversmith François-Thomas Germain. The 
prince's enthusiasm for Germain's work seen on this visit would later lead to the commis- 
sion for La Machine d'Argent. 

Prince Friedrich succeeded his father as reigning duke in 1756 and became known as the 
'pioLis'. Duke Friedrich first chose to live in a small hunting lodgc Klenow with the aim of 
creating a sumptuous new ducal résidence which was to be called Ludwigslust in honour 
of his father. There he buUt a magnificent castle with large park as well as an imposing 
classical church surrounded by a residential town. His marriage remained childless and 
hc was succeeded by his nephew, Duke Friedrich Franz I (1756 - 1837). 
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Grand Duke Friedrich Franz III of 
Mecklenburg-Schwerin 




Friedrich Franz I finished the décoration of Ludwigslust and held 
court there throughout his life. His son Friedrich Ludwig married 
in 1799 Grand Duchess Elena Pavlovna, daughter of Paul I and 
Marie Feodorovna of Russia. At the same time Elena's sister 
Alexandra married Archduke Joseph of Austria. The painter 
EHzabeth Vigée-Lebrun described the sisters as "so tender and 
deUcate that one might hâve supposed they lived on ambrosia." 
It was through this marriage that the fine Russian Neoclassical 
silver dinner service known as the "Mecklenburg-Schwerin 
Service" entered the family. Elena's early death in 1803 is com- 
memorated by a neoclassical mausoleum at Ludwigsburg. After 
the Vienna Congress in 1815, Friedrich Franz I became Grand Duke 
of Mecklenburg-Schwerin. 

Grand Duke Paul Friedrich succeeded his grandfather in 1837. In 
1822 he had married Princess Alexandrine of Prussia, a daughter of 
Friedrich William III and Queen Louise, neé Mecklenburg-Strelitz 
and thus from the cadet branch of the family. Paul Friedrich moved 
the court back to the castle of Schwerin and began a program of 
restoration and redecoration. After his death tn 1842, this was 
continued by his son Friedrich Franz IL Georg Adolph Demmler 
and Hermann Willebrand created a romantic castle in the French 
Renaissance style, with Historicist interiors by Friedrich August 
Stiiler; the ensemble was largely finished by 1858. The Grand 
Duke's wife, Auguste, Princess Reuss, died in 1862. In 1864 he 
married Anne, Princess of Hesse and the Rhine, and after her death 
the folio wing year he married in 1868 Marie, Princess von 
Schwarzburg-Rudolstadt. 

Friedrich Franz III married in 1860 Grand Duchess Anastasia 
Mikhailovna of Russia, daughter of Grand Duke Michael and 
granddaughter of Nicholas I. Prince Félix Youssoupov, who mar- 
ried her nièce, described her as "kind and affectionate, but her 
eccentric and despotic nature made her rather formidable... she 
usually slept through the first act of a play, and then woke up with 
a start to déclare that the performance was stupid and that she 
wished to go somewhere else." Friedrich Franz IIFs sister Marie 
married in 1874 Grand Duke Vladimir, son of Alexander I and 
grandson of Nicholas I; as Grand Duchess Maria Pavlovna, she 
became a noted figure in Saint Petersburg society, with a famous 
jewelry collection. Friedrich Franz III's own daughters, 
Alexandrine and Cecilie, married respectively Christian X of 
Denmark and Wilhelm, Crown Prince of Prussia. Their brother 
Friedrich Franz IV, last reigning Grand Duke of Mecklenburg, 
renounced the throne in November, 1918. 



Grand Duke Friedrich Franz IV of 
Mecklenburg-Schwerin 
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Duke Karl Leopold 

(1678-1747) 



Duke Christian Ludwig II 

(1683-1756) 
Administrator from 1728 



Gustave Caroline of 
Mecklenburg-Strelitz 

(1694-1748) 



Duke Friedrich 

(the Pious) 
' (1717-1785) 



Luise Friederikeof 
Wurttemberg-Stuttgart 

(1722-1791) 



Ludwig m. Charlotte Sofie of 
Saxe-Coburg Saalfeld 



Duke Friedrich Franz I 

(1756 -1837) 
Grand Duke from 1815 



m. Luise of Saxe-Gotha 

(1756-1808) 



Friedrich Ludwig 

(1778-1819) 



m. Grand Duchess Helena Pavlovna, d. of 

Paul I and Maria Feodorovna of Russia 
(1784-1803) 



Grand Duke Paul Friedrich m. Alexandrine, d. of Friedrich William 

(1800-1842) ^,-,. . . ' r ^" IlIofPrussia 

'"'.'' (1803-1892) 



Grand Duke Friedrich Franz II m. 

(1823-1883) 



(Ist) Augusta, 

Princess Reuss-Schleiz-Koestritz 
,•<■•' (1822-1862) 



Grand Duke Friedrich Franz III m. Grand Duchess Anastasia Mikhailovna 

(1851-1897) of Russia 

(1860-1922) 
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Grand Duke Friedrich Franz IV m. 

(1882-1945) 
dcposedl918 



Alexandra of Hanover 

(1882-1963) 



NEW YORK, MAY 20, 2004 • 65 



Qncfe 



ex 



Académie Royale de peinture et de sculpture 40 
Adolf Friedrich, Duke of Mecklenburg 
Angers, Academy of 7, 54 
Aveiro, Duc d' 42, 50-51 

Ballin, Claude II 39 

Beauvais Tapestry Manufactury 8, 57, 58 

Berkeley Castle service 56 

Bernard, Samuel-Jacques 49-51 

Besnier, Nicolas 39, 58 

Bontemps, Louis 16-17 

Bouchardon, Edmé 39 

Boulle, André-Charles 39 

Busch, Johann Joachim 63 

Cari Wilhelm Friedrich, Margrave of Anspach 55 

Christian Ludwig II, Duke of Mecklenburg-Schwerin 
7-16, 19-23, 26, 41, 54, 61-62, 65 

Cologne, Elector of 42 

Coustou, Jacques 39 

Coypel, Charles- Antoine 39 

Demniler, Georg Adolph 64 
Desbrières, Marguerite Lesieur 42 
Desportes, Alexandre-François 13, 39 
Détroit Institute of Arts 13, 45, 48-49 



Elisabeth, Empress of Russia 10, 42 

Eu, comte d' (Louis Charles de Bourbon) 46-49 

Firestone, Elizabeth Parke 45, 48-49 

Frederick I (of Hesse), King of Sweden 10 

Friedrich Franz I, Duke of Mecklenburg-Schwerin 
26, 63-65 

Friedrich Franz II, 

Grand Duke of Mecklenburg-Schwerin 26, 64-65 

Friedrich Franz III, 

Grand Duke of Mecklenburg-Schwerin 26, 64-65 

Friedrich Franz IV, 

Grand Duke of Mecklenburg-Schwerin 64-65 

Friedrich Ludwig, 

Crown Prince of Mecklenburg-Schwerin 64-65 

Friedrich, Duke of Mecklenburg-Schwerin 6-16, 19, 
26, 39-43, 54, 61-63, 65 

Germain, Anne Denise Gauchelet 39 

Germain, François-Thomas 7 and seq. 

Germain, Pierre 39 

Germain, Thomas 8-9, 13, 19, 39, 40, 45-51 

Getty Muséum 49 

Gillet, Nicolas-François 8, 10 

Golconda, Nabob of 10, 42 

Gougenot, Abbé Louis 57 

Guérard, Madame 8, 21 

Gustave Karlonie, Duchess of Mecklenburg 61, 63 



66 • "LA MACHINE D'ARGENT" 



Henrich Borwin I, Prince of Mecklenburg 61 

Janssen, Henry 46-49 

Joâo V, King of Portugal 39, 41 

Joseph I, King of Portugal 10, 13, 42, 52 



Orléans, duchesse de (Adélaïde) 46-49 

Ortiz, George 46-47 

Oudry, Jacques 58 

Oudry, Jean-Baptiste 7-23, 39-43, 54-59, 61-62 

Oudry, Médard 58 



Karl Leopold, Duke of Mecklenburg 61 

Largillière, Nicolas de 39, 55, 58 

Legueay Jean Laurent 62 

Lisbon, Museu Nacional de Arte Antigua 50-51 

Louis XV, King of France 8, 40, 43, 45, 54 

Louis-Philippe, King of the French 46-49 

Luise Friederike, Duchess of Mecklenburg-Schwerin 

8, 62, 65 

Marie-Leczinska, Queen of France 39 

Marie-Thérèse Raphaelle d'Espagne, 
Dauphine de France 40 

Massé, Jean-Baptiste 8, 20 

Massialot (François) 13 

Maucourt, Charles 8-9 

Max Emmanuel, Elector of Bavaria 42 

Mello e Castro, Marquis de 49 

Mercure de France (newspaper) 15, 42 

Mercure Galant (newspaper) 13 

Mignot, Pierre-Philippe 8 

Misseuille and Braun (Strasbourg) 15, 22 

Niklot, Prince of the Obotrites 61 

Nivernais, duc de (Louis-Jules Barbon 
Mancini-Mazarini) 45 



Paris, Musée du Louvre 52 

Paul Friedrich, Grand Duke of 
Mecklenburg-Schwerin 26, 64-65 

Penthièvre, duc de 

(Louis-Jean-Marie de Bourbon) 46-49 

Penthièvre-Orléans service 13, 46-49 

Peyronie, François Gigot de la 55-56 

Philip of Bourbon-Parma 45 



Rigaud, Hyacinth 12, 54 

Risse and Timpe (Hamburg) 15, 22 

Roëttiers, Jacques 39, 56-57, 58 

Rouen, Musée de Beaux- Arts 58 

Soubise, Hôtel de 42 

Stûler, Friedrich August 64 

Tardieu, Jacques-Nicolas 55 

Tessin, Count 55 

Thiele, Johann Alexander 60-61 

Ulrica Sophia, Princess of Mecklenburg-Schwerin 8 

Willebrand, Hermarm 64 



NEW YORK, MAY 20, 2004 





,;st. 




^^ 



f 





* 





